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This second book of the Accordion Method completes the course of study 
began in the first volume. It is orimarily intended for those stydents who have 
learned the left hand major scale, the bass clef and the use of all four fingers 
of the left hand. For those who have not acquired the knowledge of these 
fundamentals, it will be necessary to refer to Book One which contains all 
the required instruction to guide the student up to Book Two. 
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‘The use of one note to indicate the chord button and the symbols em- 
ployed to designate the left ee 
inant seventh; d — diminished) have om sede - mpen-ond 
adopted by the American Accordionists’ A 














If a lesson seems too long for the stu ent, it is a 
according to his or her ability. To avoid placing m —P 
technical studies in the body of the book, they he 


comprehensive Supplement. : 


The invaluable assistance and advice of Mr. # bic 
both books of this Accordion Method is hereby gratefully ac ow 
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6 
FINGER GYMNASTICS 
LEFT HAND (To Strengthen The Muscles) 


These Exercises are to be practiced with the bellows locked. The student should form 
the habit of beginning the daily practice with these exercises and similar ones for the R.H. 


Practice slowly at first -raising each finger hammerlike. 








(D) I Silent Exercise 
O@O a ae 


®) Also, as follows, leaving two or three fingers down while the oth- 
er is moving up and down. 


(All on Fundamental Bass Row) 





These exercises should serve as a model for the Student to 
©) invent similar ones. 


To be played. 








Practice these at first as indicated in the first two bars before playing with sus- 
tained bass. 


* The left hand fingering used is the same as right hand -1to5, see Book I Lesson 2. 








FINGER GYMNASTICS 
(Also With Bellows Locked) 


_ Lifting finger high and dropping with mechanical precision. 


RIGHT HAND 


Slowly 


Count eight beats 





EXERCISE IN THIRDS (SIMPLE) 


Both notes should be struck at the same instant. 


To Be Played 
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Slowly (count four) legato 
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EXERCISE FOR THUMB 
(To Travel Over Keyboard) 


No more than 3 inch of 
the thumb should be used. 





Repeat signs often used: Quarter notes o/// | or Jays | or daca 








The Little Shack By The Lake 


No.l 


Practice D Minor scale in Supplement 


rately slow 


Mode 
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If the student finds difficulty in reading this piece, the % rhythm and pieces in Book I should be 


reviewed. 





No.2 Grand March 


Practice exercise 


in thirds on 


page 7. 
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SINGLE BASS - DAILY EXERCISES 


In repeating the same note (Ex.I) raise finger and “strike” again. Do not stop 
bellows. 


Legato 


out in ; repeat 
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EQUALIZING THE FINGER-JOINTS 





Practice with a perfectly quiet arm and legato. 


RIGHT HAND 





(See instruction on 
previous page 





+) 


—_— 


eee ee ee LY. ae ih. eS Ee EE ee ae 


The above exercises must also be practiced an octave higher. 





Thirds in two octaves. 





= 
+ . 
nese Exercises may also be practiced with both hands, the left hand playing the scale 


ter notes in contrary motion. 
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LEGATO AND STACCATO EXPLAINED 


Lesson 6 


The words “LEGATO” and “STACCATO” are used to indicate a style of playing; legato 


To do this each note must be held until the 


- following note is struck or played; allowing no interruption of sound. In staccato playing the notes 


are produced short and crisp without increasing the tempo. Simply, legato means to give the notes 


their full value while staccato indicates that the note values are shortened by a slight interruption oft- 
en shown by the rests between the notes. The following examples show how they are usually written. 


Legato 


meaning to play the notes slured, as one sings. 


is way: 


Staccato. Played as if written thi 


Both Ex.are 
correct. 


FOUR ETUDES FOR THE DEVELOPMENT OF SPEED 


arm. quiet. 


with a quiet right arm. 
II Staccato, lifting fingers off the keys, 


I Legato, 


erately fast 


Practice 


Mod 


(Practice with bass in 
contrary motion also.) 
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PREM. 3.47 See 1.4 eee 
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SCALE OF G MINOR 
(Relative Minor Key of Bb) 
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Lesson 7 





Example J/egato 








y prac- 


age seems diffi- 
st be carefull 


pass 


When a 
cult it mu 


No. 3 Little Savoyard 


The fingering of Scales of two octaves require the 


passing of the thst under the fourth finger 


RIGHT HAND 


ticed until mastered. 
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This piece should be memorized 
Made in U.S.A. 


slower (rtt) 


(Staccato) 


No.4 Firefly Flares 
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LEFT HAND EXERCISES 


Lesson 8 


(Bass and Chords) 


Practice the following five 
exercises in D and Bbalso. 





Dominant Seventh 








Diminished Seventh 
ma 
2 


of 
ugmented 
Chord on Basses 


& 





Re 
CA 


(Ab) 


Augmented Triad 


DIMINISHED SEVENTH BASSES IN VARIOUS KEYS. 


(Practice Lesson 34 Book I, for fifth finger workout) 
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ADVANCED BASS EXERCISES 


to be practiced daily until perfect 





Also in Key of D 


, F and Bb. 














Practise both fingerings 
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TRIPLETS AND EVEN NOTES 
(Three Notes in R.H.to Two in Left) 


Lesson10 


The triplets must be played evenly; each note the same length and within the space allowed. 


RIGHT HAND 
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No. 5 The Old Rocking Chair 
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Count: 4------ 
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SCALE OF C MINOR 
inor Key of Eb) 


(Relative M 
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Practice with Bass and Treble together also. 


RIGHT HAND 
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RIGHT HAND OCTAVES 


Lifting hand just 
enough to move to4 
next note(gracefully) 

A more lightly, 

sort of hopping 

movement. 
gers firm and the 
wrist relaxed. 


Octave Scale Stac- 
cato. Hand and fin- 


E SKIPS 
Preparatory to Chord Jumps and Broken Chords 


OCTAV 





CHROMATIC SCALE 


(simile) 


(Three times) 


21. 


ter Tales 


Win 
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No 


Practice each hand separate. 


ALPHONS CZIBULKA 
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CHORD JUMPS IN THE RIGHT HAND 


Preparatory to broken chords and arpeggios. 


Diminished Dominant 


Minor 


Major 


seventh 


seventh 


sixth sixth 


Minor Augmented 


Major 





Fingers firm, wrist relaxed, sort of hop with the least interruption. 


TRIADS 


(same fin 





(Four note chords) 


gering) 


Augmented 





Augmented 








Minor sixth chord 











ith the thumb 


s WwW 


note 





Dominant seventh chord 











Diminished seventh chord 


C Augmented 
Minor sixth 
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Diminished seventh 


These Broken Chord Ex.should also 
be Transposed into Bb,Ab,D&A. 


Lesson 14 


RIGHT HAND 


PASSING THUMB UNDER 
(when playing Scales and Arpeggios for the right hand.) 


practice legato 


(Prepare thumb before striking key) 





1 Be Ca ee ne a 
ES RY A EE SA I! RD SL ee Se o_O 
2 2 gs | | | | lg 2 ££ a 
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,4 and 5 throughout 


3 


> 


2 


The above exercises may also be practiced without passing thumb under. Use 1, 
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No.8 Drink To Me Only With Thine Eyes 


Old English 
Arr. by Charles Magnante 


Imagine you are singing, 


An excellent piece to practice legato playing. 





Slowly Vegato) 
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chords and will enable the student to 


These few bars are arranged with L. H. 


work out the entire melod 


y in the same way. 


Reg.on 








Melodies that are eternally popular should be memorized by all students. 
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Country Gardens 


9 


No. 
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BASS SKIPS 
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Lesson 15 
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Major M 





MELODIC STUDIES 


The Student 
hould transpose 


these exercises in- 


Ss 


L 


to the following keys, 
F, Bb, Eb, G, D, A 
and their minor 


relative. 
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Ascending Scale (Major) 


Scale (Major) 


Descending 


HARMONIZED MINOR SCALE 
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WRIST POSITIONS 





Correct Preparatory Position Correct Position—Rising 





Correct Position—Falling Wrong Preparatory Position 
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RIGHT HAND STACCATO EXERCISE 


Lesson 17 


(Theme and Variation) 


Allegretto (Theme) 








(Variation) 





Transpose this exercise after it is memorized to the following keys Ab-A}-F-Bb 


EXAMPLE 





Practise also 
in triplets 
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Lesson 17 cont 


STACCATO ETUDE 


Moderate 


Reg. off 
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Moderate Valse tempo 
staccato 
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ADVANCED RIGHT HAND EXERCISES 


32 


4th and 5th finger) 


(To strenghten the 


Lesson 18 


ontinue upward to C. 





same fingering 











ee ee 
t 


Ld gh 


ontinue upward to C. 





Continue upward to C. 


ring 


nge 


same fi 





Continue upward to C. 


(Enharmonic) 





BOTH HANDS 





h 


same fingering 


o suit the position of eac 


t 


ust the left hand 
sustain Bass 


Continue upward 





gh Bas 
gh Bas 








* 
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So 








No.12 Romance a la Chopin es 


(Sustained Bass) 
Brightly 
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No.13 Prelude in C Minor 


Practice Left hand scales in Eb and C minor before playing this Prelude, 4” DiChesloe Magonote 
Slow and sustained CHOPIN 


4 (Wie 
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TWO ETUDES FOR VELOCITY 


Lesson 19 


Adapted 
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SCALE OF Bb MAJOR 35 
RIGHT HAND (Practice also Bass and Treble together.) 


Keep in mind that the scales of Bb, Eb, Ab, Db and Gb begin with second finger. 


Mee? Gare Es ;“@-»—__# |___»—_,; 1 ee Se 
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Allegro (Brightly) 
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No.14 Dwarfs At Play 


36 


Practice G Minor Scales in Supplement 
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No.15 The Gay Nineties 


Old American 


Arr. by Charles Magnante 


“Virginia Reel” 


Lively 
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Choral Hymn 
(in two Keys) 


SY. Cy De - a ees ee 


(in contrary motion) 


nS ees 
4) es) Le ee Ae 4 ee ee 


PHRASES FOR BOTH HANDS 





SEVERAL STUDIES IN CHORD PROGRESSIONS 
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EIGHT BAR PHRASE 
(involving skips) 
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RIGHT HAND SCALE STUDIES 
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ise E major scale in supplement. 


Pract 





i 
: 


= ae a 
Y . esse seme 





, New York, N. Y. 


Copyright 1940 ROBBINS MUSIC CORPORATION 


International Copyright Secured 


Made in U.S.A. 





All Rights Reserved Including Public Performance for Profit 





D.S. al Fine 





PLAYING ARPEGGIOS 





oat, Nimes 


i 


‘oa * a 





45 


ARPEGGIOS 


Lesson 23 


These Examples should be 


practiced in conjuntionwith 
scales each day at least fif- 


teen minutes. 


concentrate on thumb. 


Begin slowly, 


EXAMPLE I. 


‘ 


Three notes to each beat. 





Four notes to each beat. 





Six notes to each beat. 





inger. 


start with 2nd fi 
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ins on black ke 
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the following keys 


d. 


Augmented Tria 





Practice the above exercise alsoin 


the following keys. 





The student should now be able to recognize each inversion and name it. 
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Arr. by Charles Magnante 


No. 17% Call Me Thine Own 


HALEVY 


Practice scales in B maj. and G# min. 


Moderately slow 
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A LESSON IN TRANSPOSING 


When the above composition has been learned, play it a half tone lower. 


y of Bb. J 


h becomes b, 


This would be the 


ust disregard the signature of five sharps and visualize two flats. Note: 
x becomes #. Adopt the fingering best suited to the phrases. 
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# becomes 4 
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No. 18 Italian March 
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Practice scales in Ab and A}. 
Arr. by Charles Magnante 
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: This piece can easily be transposed to A natural (three sharps.) 
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C Diminished Seventh 
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SHIFTING HAND FOR BIG SKIPS 
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SUCCESSIVE LEFT HAND SKIPS 
Shifting the wrist 


When three or more skips in succession and in the same direction are to be made, 
it is necessary to shift (move) the wrist quickly so that the desired buttons are within 


easy range. 


It is therefore important that each one of the following exercises be thoroughly 
mastered. 


eR 1 5 eee 
<7 a Gee Gee. De | ee 
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The above exercises should also be practised with bass and afterbeats as the follow 
ing exercise. 





Shift wrist a trifle higher so as to facilitate placing the hand in a more central po- 
sition, 
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No.19 The Parade 


(A Left Hand Solo) 


March tempo 
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Chord passages are practical to use in embellishing a Tango 


BRILLIANT TECHNICAL EXERCISES FOR RIGHT HAND 


7 
may begin and end at any part of the bar. 


Practice also in these inversions. 
§va. 


OTE: The above Dim. 
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Lesson 27 continued 





The R.H.should be practised alone - Each bar should be repeated from four to eight times 


NOTE 





The passages Nos. 2 & 3 may be used as “fill-ins’ where Major Chords occur. 























j 
q 
By . 
| x se aes rr 
wi. aA a § 
Po e+ , 
g 3 Oz = 
“ 
a wy ‘a 
a * © o GS aes 
re) ‘ 
aoa pa ® 
iat iG “® s 9 
a 3% 3x ; i 
oS py ns! < 
ou Gy A) = 
= 3 5 
Ss o = 
eo 1e ~ = a 
Sie ze 
o 
»~ 2 se ¥ re 
So. € © 
> ce O 3 
> 
S <q 2 Paes 
o . 2S q 
7 ae ‘e) 
a S ogee 
© = ED G4 
ES a e £7 3a 
2 3 2 2405 
p=) i 2 oo 8 
al ®o oO il on wl 
* o > 
en Ay a oe 8 
<q 3... oo8 
C2 ee 
ri “ p : ier 
; 2 ° o Sake 
jo) [- 4 a 
Z. 8 ih eget - 
S o fg as S 
5 en | 
oO WWW Ee te a 
) 3 hia thy a 
% | O 8 a 
e | ke @ 
2 oO 
= a 2 3 
A al oe 
» = u 
x uEe o Ay 
S Th £ es 
ome 
3 ith s 
Lal aah YP 
e i ! 
aa im 
ull! is 
Randi 








58 


Lesson 28 


CHROMATIC SCALE 


LEFT HAND 
(Refer to Photo on page 4) 


See Bass chart 
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In sliding from C# to D it is 
best to relax the first joint. 
This enables the finger to be 


bottom of page 





drawn toward the D button. 
Preparatory exercises. 





above exercises 
1 fingering 


m unti 
is memorized. 


Repeat all the 





Memorize fingering. 


CHROMATIC SCALE 








BASS CHART 


(Bb) (F) ©) 


Basses 





Fundamental 
Basses 


6 


The numerals indicate the rotation of the notes when ascending, Descending count backwards. 
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Left Hand 





CHROMATIC STUDY 





Lesson29 
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THE CHROMATIC SCALE 


beginning in the Counter Bass 


It is essential that the student be familiar with this scale also. 


optional 


(Ab) 


(Gb) 


(Eb) 


(Db) 





The Player must decide for himself when confronted with a chromatic scale which is the 


most practical starting point, according to the position of the left hand at that moment. 
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[Lesson 30} s1MPLE FINGER EXERCISES WITH ACCIDENTALS 
RIGHT HAND (Preparatory to Chromatic Scales) 


Fingers curved 
throughout, and 


¥ : 3 near outer end 
Slowly at first and with precision; gradually faster. of keys. 
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Five notes to each beat. 
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Lesson 31 
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GLISSANDO 


The rapid gliding of the finger or thumb over the white keys is called a glissando. It is 
played with the nail side of the finger or thumb pressed lightly upon the keys. It may be ascen- 
ding, descnding, in sixths, octaves, triads or sixth chords. 

The glissando effect should be used sparsely and only in the keys of C, FandG. In other 
keys it is not practical. To stop the glissando at the exact note intended, it is necessary to gauge 
the distance rightly. To accomplish this the ear must be trained to mentally hear the end note. 





A correct glissando scale is only possible in the key of “C” but is permissible in‘G’ and 
“F” because the F sharp and B flat which belong to the scale of “G” or “F” respectively 
are hardly noticeable on account of the speed. 


Single notes ascending 





Tips of both thumb and little finger together_ the thumb used as a brace. 


Single notes descending 





aE es | simile 
In double note glissando it is not possible to use the nail side of both fingers.- 
The following exercise may be practiced descending also. 


Ending in Chord 








ay 0 2s 
is Ss a a TN | FAT A ROS | PETS et aes | Ss a CAL, 
Se es ot 7 1 ea eH Fy os oe ew ee meee el a | 
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ON BLACK KEYS. z & 6 oO 


A glissando is. poss - 
ible on Gb, Db and Bi. 





On black 
keys with 
thumb 
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No. 23 The Masked Ball 


Brilliant 





D.S. al Fine 
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Notice these two 
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pieces appear on the next 


No.24 A Evening Song 


page in other keys. The 


scales in Eb and Db should 


be studied - These are 


* Two studies in 


in the supplement. 


open harmony. 


No.25 A Falling Leaves 





Hugo Frey 


Moderately (/egato) 





* In contradistinction to so called “close harmony? 
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No.24 B Evening Song 


aes (Legato) 





Hugo Frey 


25B Falling Leaves 


No. 


Practice Scales in Db-Ab- B} min. 


han 
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ay 
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TANGO RHYTHM 


The principle characteristic of The Tango Rhythm is the trick of anticipating the first beat 
of the bar. To obtain this effect it is necessary to lead up to it with a sixteenth note as in- 
dicated in the following Example: 











Note: Generally the accompaniment of a tango appears a thus: 
interpretation is left to the performer. 


Observe No.26 Escalator 


the accents 
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No.27 Sweetheart 


Hugo Frey 


Tango tempo 
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No. 28 Habanera Cubana 


Hugo Frey 


Moderately slow, with expression 
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CHORD SOLOS AND THEIR APPLICATION 


Lesson 34 


(Chords without Basses) 


Practise slowly, try to recognize the tonality by its sound, i. e. its character. 


All Major Chords 





The above exercises may be practised with Minor, Seventh and Diminished Chords separately. 


All Diminished Chords 





As it sounds approximately -This is added merely as a guide. 


§va lower 


n 
o 
g 
° 
3) 
® 
2 
g 
= 
bo} 
Sal 


If played rap 
a tremolo 





INTRICATE PASSAGE 


Practice Left Hand alone at first 2VOlving Diminished Chords) 





NOTE: The Chart Of Chords on page104 may be consulted when practicing this lesson. 





ve 


Sa. ae ae 
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UNUSUAL CHORD CHANGES 


‘Lesson 35 





(Slur the chords) 





As the chords above sound in the Right Hand * 


No. 29 “Serenata Espanol 


Slowly and expressive 








Reg. off Chord Solo 





* This is approximate because instruments ovary often in the chord placements. 








iy 


Hugo Frey 


No.30 Hedge Roses 
(A Woodland Idyll) 
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* Change finger while holding button down. 
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keg. on 
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PROBLEMS 


Changing fingers on a button while sustaining it.(same as is done in R.H.) 


EXAMPLE 
L.H. Slowly 


Indicated 





* Note: See lesson on glissando. 


HAND POSITIONS FOR PLAYING SUBSTITUTE CHORDS 





¥ 
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Lesson 36 Study “Modulations” 


SUBSTITUTE CHORD POSITIONS in supplement. 


It is important to know that certain Chord and Bass combinations can be obtained 
By employing a chord not belonging to the key but which harmonizes with it. One of these 
passages is as follows and its practical use is demonstrated in the Study on the next page. 


PROBLEM 


This passage on the fundamental ie ment impractical. 
ee = 





8) 

Right Hand as a C.G DA EB Fe-cy 
guide only to lo- : 
cate Ab dim. chord. 
t) 


The three notes of the diminished chord 
of Ab are substituted for the three notes 
_ of the Dom. 7th chord of C# or Db. 





CHROMATIC CHORD AND BASS PASSAGE FOR LEFT HAND 


To facilitate the reading of these seventh chords it is practical to write them as 
they appear below. 





Adjust wrist position, as necessary. 


Successive Dom. seventh chords with the basses in the Counter. 





NOTE: Example 1 and 3 are explanatory and need not be practised. 
See chord chart on page 104 See also study on next page. 
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STUDY IN CHROMATIC CHORD PROGRESSIONS 


S page. 


10u 


Hand chords of the prev 


Employing the Left 


S 
i 











| 








| NI 
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i 
Nl 
. 





NOTE: Practice also with Chord after beats. 
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BASS AND CHORD NOTES IN RAPID SUCCESSION 


7 
LEFT HAND 


Lesson 3 





Slow, gradually faster 
staccato 


232 3 


23 2 


232 3 3 


2 


3 





elias Ses SMa: Seal 


8 


etc. 


82 


2. B25 eee 


BOTH HANDS 
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EXERCISES IN THIRDS AND SIXTHS 


Lesson 38 


preparatory to Scales. 


These studies are excellent 
for strengthening the fingers. 


RIGHT HAND 





same fingering 





tai 
= 


a 





Practice Legato and Staccato 





simile 
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| ale 
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12 42 same fingering 
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i ae 
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SCALES IN THIRDS AND SIXTHS 


Lesson 39 


*(Diatonic) 


RIGHT HAND 





The above fingering is adaptable to the scales of G-D-A-E &B. 


D Minor 
Harmonic 


(Melodic) 


A Minor 








( 





SCALES IN SIXTHS 





SCALES IN OCTAVES 





*Diatonic= The natural scale formation --(not chromatic -or whole tone) 


The scale in half tones or steps. (semi-tones.) 


Chromatic 
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CHROMATIC SCALE IN MINOR THIRDS 


RIGHT HAND F 
a ee ee eS 





CHROMATIC SCALE IN MAJOR THIRDS 
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CHROMATIC SCALE IN OCTAVES 
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the Key of Bb minor. Visualize five flats and read accidentals same as No. 17. 





es le » ll ee 
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RHUMBA RHYTHMS 
The following rhythmic examples should be thoroughly mastered especially those 


for the left hand 


Lesson 41 


ti both hands (after-beats in R.H.) 





With Left Hand 





*No. 82 In The Moonlight 
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* Play this piece also with L.H. Rhythm No. (8) 
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BELLOWS SHAKE 
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BELLOWS SHAKE 
Bellows Shake is an effect obtained by a short, quick “out and in” movement of bellows,used in 
playing strongly accented notes or chords in rapid succession. Instead of the usual method of put- 


ting the fingers off and onthe keys to produce separate notes (or chords), they are held down and 
the notes are played by the bellows. 


The movement must be confined to the upper part of the bellows while the lower remains 
closed, the whole operation taking but a small part of the bellows. 


In the sitting position, it is best to hold the accordion between the limbs or knees, to keep 
the lower part of bellows closed. 


In the standing position, the shake is more difficult and it will require careful study. If pos- 
sible, avoid holding the accordion steady with the chin, as some players do. 


As the shake is mastered, it may be employed in various other ways, single notes (bass or 
treble), triplet figures, etc. 


A few exercises will suffice to show the student how and when to employ the shake. 


EXERCISES 
Leave fingers down on keys, Practice each hand alone and together. Change bellows onevery note. 


Observe bellows 
changes. Play 
short, snappy 
rhythm - even 
when playing 
slow tempo. 















Instead of re- 
peating the 
words “Out” and 
“Tn” the word 
“Shake” will 
be used. 


(Lift fingers quickly) 


Concentrate on the left hand, lift fingers off buttons to avoid sounding twice. 
OUT shake OUT IN 






Key pressed down 


NOTE: In No.3 Ex. the fingers must change very precisely. 


Bellows shake causes 
four notes to sound. 
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Lesson 42 continued 


OUT shake 





OUT (shake) 


Practice R. H. separately. 
OUT (shake) 


Practice L. H. separately. 





la breve 
OUT 


< 


2.0UT IN 


OUT (shake) 


IN 





OUT(shake) 
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he triplet shake 


The foregoing exercises are all in even rhythm. We now come tot 


which is somewhat intricate. 


It needs diligent practice to master it. 


TRIPLETS 


OUT IN 


IN 


OUT 


OUT IN OUTIN 
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Accent the first 


hand separate. 
note in each 





Scales and broken chords may be practiced similar to the following example. 


sextoles 


aor ae Sue 


triplets 


OUT IN OUT INetc. 

is ae ~s . e, 
=F oe coer. 

Re] 


even notes 


Sas 


etc. 


etc. 
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EMBELLISHMENTS 
An added flourish not necessarily a part of the melody is termed an embellishment or mu- 


sical ornament. In ancient music many kinds of symbols were employed to indicate the em- 


bellishment desired.The following examples are still in use. 


Lesson 43 


2) 


1) 


as played 


as written 


as written as played 


i) The Grace note; (Acciaccatura) 
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as played (fast) 








as written 
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THE MORDENT 
as written 





NOTE: In modern music all ornamental figures are written as part of the melody, i-e.“written out.” 











No. 33 Prelude 
from the Well-Tempered Clavichord 
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(Original key C# major) 
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[Lesson 44] vented 
(Right Hand) 


Vibrato is best explained as simulating the human voice - a waving, undu - 
lating tone that impresses the listener as expressive and emotional. As em- 
ployed on the accordion it is effective in sustained melodies and its manipu - 
lation is as follows: While the finger presses down the key, instead of re - 
maining quiet, sway the wrist from side to side, using the finger as a pivot. 
(A sort of trembling movement.) This causes a slight interruption of the air pass- 
ing to the reeds and produces the quivering effect called “Vibrato” The high- 
er the tones the faster the Vibrating movement andthe greater the pressure up- 
on the pivot-finger. 


pinewegee Glow 
ae 


“ : By 3 4 5 3 


(fast) 


For this example the waved line indicates slow and fast vibrato: 


(slow) 


While sustaining chords. 


1st time slow vibrato - mf 
2nd time R.H. octave higher, fast vibrato sf add after beats L.H. 
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SUPPLEMENT 
BASS CHART IN CIRCULAR FORM 


The innermost circle shows the notes of the Fundamental Row. These are the most 
important of the basses, because each tone represents the root or fundamental note of 
its respective Chord Row. It also shows the table of KEYS clearly. 


The circle next to it (between the two outer ones) shows the Counter-Basses. These 
are auxiliary to the Fundamentals, enabling the player to reach buttons close at hand that 
otherwise would necessitate awkward jumps. They are a major third above or minor 
sixth below the Fundamentals. | 

The outer circle shows the Minor Counter-Basses. This row is included here although 
it appears only on the 140 bass instrument. It is also auxiliary to the Fundamentals. They 
are a half-tone lower than the Counters, thus a minor third above or a major sixth below 
the Fundamental. 


The same notes appear in 
each row but not parallel. There 
is a fifth (or fourth) interval 
between each button.(see bot- 
tom of page.) This method of 
distributing the basses and 
chords enables the player to 
have the most frequently used 
progressions within easy 
reach. (Tonic, Dominant and 
Sub - dominant.) 





A 





These circles, spread out in a straight line are here shown in notes. The marked 
button ““C” of the Fundamental Bass appears in the center of the bottom staff. No- 
tice that there are more than twelve notes in each row. After the 12th note, they be- 
gin again with the first note, rotating as shown in the circle above. As the student ad- 
vances to the more difficult bass exercises, this chart should often be referred to. 
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SCALES IN ALL KEYS 
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One Octave 


All these Scales may be studied 


with Octaves in the R.H. 


s and Tenths. 


Octaves, Sixth 


? 


Parallel and Contrary motion; 


Tenths 


Parallel 





Contrary 


Sixths 
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Pp : ; : 
that is; C maj. and C min. (etc.) rather than the relative min., C maj.and A min. 
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Contrary 
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Melodic 


Par 


Melodic 


Contrary, from the third R.H. 
Harmonic 


Sixths 


If 
=. 
va 

















From the third L.H. 


Harmonic, Contrary 
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Parallel 
Melodic 


Harmonic 


Melodic, Contrary 





Contrary, from the third R.H. 
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Harmonic, Contrary 


From the third L. H. 


Tenths 
Tenths 








Melodic 


Melodic, Contrary 


Harmonic 


Parallel 
Contrary, from the third R.H. 
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@ The student should write this scale in Flats - Ab 
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Parallel 
Melodic 





Contrary, from the third R.H. 
acters Contrary 


Harmonic 


This Key is also seven sharps - c# 
Sixths 
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Db 
Maj. 
cH 
Min. 








This Key is also six sharps - F#. 
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Tenths 


Parallel 
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Tenths 


Melodic 





Harmonic 





Harmonic, Contrary 


Melodic, Contrary 





di LEFT HAND CHORD CHART 


also 


THREE SUBSTITUTE CHORDS ANALYZED 


To enable the student to locate the various chords used for substitution,also any other chord 
solos, the chart at bottom of page has been compiled showing the individual notes of each chord 
button 3 They are written in the treble clef so that they can be played on the R.H. keyboard. 


Each chord takes its name from the key note or fundamental tone represented in the 
Fundamental Bass. 


THREE IMPORTANT SUBSTITUTE CHORDS 


R.H. guide 


Dom. seventh chord Same in the III inversion Minor triad Ist inversion 





R.H. guide Db Dominant Eb Dominant seventh Minor triad 
seventh chord chord, III inversion I inversion 





To locate these 
chords refer to 
dotted lines on 
chord chart (play 
right hand chord 
only as guide.) 
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* Without their octave couplings. These chords may vary in their positions (inversions) 
on some instruments but not to a great extent. See also page 11 of Book 1. The student 
should write in the missing Counter Basses with blue or red pencil. 
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CHART OF THE THREE MOST IMPORTANT SUBSTITUTE CHORDS 


(showing positions from“C”on Fund.Bass) 
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In this line they ap- 
pear as employed en- 


named in their relation 
to the Fundamental row. 


Upward 


5, 
_ 
— 
8 
= 
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°o 
§ 
ca) 
xz 
a 


The Dominant sev- 
enth chord substitute. 


in 


The same 
the III Inversion. 


7th in bass) 


( 


The minor triad 
in the I Inversion. 






(8rd in bass) 


a oi 


Downward from Center 


The Counter bass notes 
on this line appear as 


named in their relation 
to the Fundamental row. 


In this line they ap- 
pear as employed 


harmonically. 


en- 


The Dominant sev- 
enth chord substitute. 


The same 
the III Inversion. 


(7th in bass) 


The minor triad 
in the I Inversion. 





(8rd in bass) 





often have chords written with double sharps 


Ch FE 
This is to avoid changing back and forth from sharps to flats, Which is con- 


Compositions in the keys of {Ds {Ge Bh 





or double flats. 


fusing to the reader and not always correct. 
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PREPARATORY EXERCISES TO THE ART OF MODULATING 


To Modulate fluently, requires familiarity with the harmonic material involved. 


Following are the simple Tonic Chords based upon the fundamental tones as they 


appear on the Fund. Bass Row. (see also circular Bass Chart on page 914. 


® Rotation of Fundamental tones. 





The above fundamental bass notes harmonized. 








plied to a tone that appears in several successive 


Pp 


Common Tone is the term a’ 


chords. 


Dominant and 


Sub-dominant contain the notes of the Diatonic Scale and therefore form a basis 


of all modulations. 


Major and ‘Minor Triads of the Tonic, 


The Common Tones of the 





n. 


1 


aj. 


M 


in. 


Mi 


aj- 


M 


n. 


1 


aj. 


M 





® Chords marked this way may also be played in minor. 
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S WITH A COMMON TONE 


RELATED CHORD 


(Play these slowly and name each chord) 


Note that there is a“common” tone in each example. 


The Tonic Chord (C) 


The chord of the R.H. may be played in several inversions. 


The Dominant Chord(G) 











Mediant(E) 
10A (Minor) 






Sub- Dominant (F) 
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@ Up to this point the relationship to the Key of C seems clear. From here on the re- 
lationship becomes less pronounced and gradually disappears. 


C, but allowed as 


:Sup.Tonic .a, distant relative. 


Min. 


j---------Wot included in scale of-. 


Super 
Tonic 


MODULATIONS 


Relationship of tones. 
Major and Minor are shown here in the order of their harm - 





Tonic. The small notes forming the triads are added to illustrate the pos- 


The tones of the scale of “C” 
ition of the common tones. 


onic relation to the 


110 











Raised 
Sub-Dom. 


Dom. 
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——— ‘ V 
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Min. 
la" aa 





also 
6 Min. Maj. 7 Min. 


len UP VD 


also 


TNS 2 TE PR | 
7 7 0 es. 


also 


Maj. 


also 


Modulating with one or more Chord changes. 


. 
. 


May be 
1 also Minor 9 ditto 


Tonic Dom. 
It is not essential to memorize all the terms used here unless the student is inclined to 


go deeper into the study of the theory of Music. 


DIRECT MODULATION: Modulations may be direct or indirect. 
INDIRECT MODULATION 
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Ascending, Play single bass notes with R.H. chords,_ Play Bass and L.H.chords alone. 
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Modulations Continued. 
CHORD PROGRESSIONS with Tonic and Dominant Seventh Chords 
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Modulation Continued. 


escending 
A succession of augmented seventh and chords of the eleventh. 
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* If the 5th of the Dominant Seventh Chord is not omitted on your instrument do not play this staff. 
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ENHARMONIC CHANGES, CHORDS AND MODULATION EXPLAINED 


refers to notes that are written and named differently but which 


» 


“enharmonic 


The term 
sound alike; 


Db and C# and Ab and G}. 


3 


as Gb and F# 


In the following example the large notes constitute enharmonic changes and with the _ 


They are played with the 


upon the right hand keyboard but belong to different tonalities. The same ap- 


small notes added create enharmonic chords and modulations. 


» 


“keys 
plies to the left hand also. 


same 





ENHARMONIC BASS CHART 


In the Basses a player is often confronted with the necessity of taking a flat note a- 


mong the sharps which are on the counter bass row. It is therefore important to recognize 


these sharp notes by their flat “name” The changes among the flat keys on the fundamen- 


tal row are equally important especially Db (C#) and Gb(F#). The following examples 


be carefully studied. 


should 


ounter Basses 


READING EXERCISE, ENHARMONIC BASS NOTES 








(Db) 
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BROKEN CHORDS IN ALL KEYS 


etc. making jumps with flex- 


These chords should first be practised thus; 


ible wrist and with lightening rapidity. 











ae meme? Ganey 
— _——— 


| 





| 

| 

| 

I 

[| 
hin 

ill 

til \ 
aii\\ 
il \ 

|| 

Mil\ 
ah 
nA 
| 
acs aN 


———S 
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SCALES IN ALL KEYS 
(Two Octaves for both hands, parallel) 





Min. 


C 
Min. 


6 
2 _ SS O_o | a a ee oe 
V7 i RES CS S ——e e B Se ee ey JED _ CAS) (ESS PS Sa we I a a ee 
is ae a ae oe ee ee ee ee 
i) se 


— 


— 





















7 J LE oT 






cots] ee ee ee AS EE FE 
Lh ee eee | a 
Blo, TS OE O_O — ee eee ee 











G 
ce 
Ce a ee ee ee 2S Se a RS Ee) OS SST Gy) OS RE ey ee mene 
Glew OR) AT ae ane ae By (| Cr EE | ———— LLlL,lhlCUrmhCUrmrC ae ree Pe 
1S? 2S SEE 3) ES Oe TE SEE — hs | I Re (eee EE © TS] WEE) (GE 
\ V [4 eh Bm — ETD TELE LA Ti LA LBC IEB| = es Sl 
Harmonic 
ee eee 
= =a 
ee Se 
G 


Min. 








| ee a ae ae ee 
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Fingering same as 
previous page. 





Melodic | 





i 4 °F ee oe _—_____ ——— Sab "9 ——— EE 
MG. Cee nn OF RD Se GE Re OT Bo) a5 1) SS ee er MER 
D 
Min. 
SA 1S 
ie aS a ee 2 Stic cn oo j» - _ aa. Sek" DTG MRC Re Sf 
Harmonic 
D 
Min. 


















{) « = 
| ee , TTS SS TE A ES ES CR ee i 
Se ey { SSG LL ee eS SS See ET ee ee ee ee ee Se ee 






— —————— a" —— a CR i Sa rast Maes 
fad Oy ( eee eee "ee ee ee = 


SS A A EES SRR ET. 
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age of scales. 


tp 


irs 


Fingering same as 


i 





Melodic 





Harmonic 





Melodic 


a a a 
Pea 








7B 











Harmonic 


a 











#214 
The Key of F# Maj. appears also as Gb Maj. 


Ll 
= za ete SB SS I LC i TS TS TT ER OT 
a Se Ss a 









Bepmonic t 





ic ees et | pees | 14 Too Sa eS 
(a8 SSE, ee ee 
— ee ee 





pect —— | tg 
SS _ 


ee 





Melodic 
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es 
SS SS bee ee 
SGESESSW25).)  S0" 2EeEs eS A sR 


32D Se ee Se es Re eee 
2S SES A ee eee eS ee = eS 
ee foe — 
Sawer 









Melodic heb be | 


BW EM) 4 = a - JS a PLA A SSS SS a ey ee ees OS Ee ES 
SSS OS ET ee ee ee ee 





—— 
SS ——— a ee ee TE A ES ES PS eT a a A 
4D — eee ees hE Oe 
pie A ee ee 
BRE in SET OIE BR. Se A 
es ee 


conn 





Harmonic 


ae ASS a -—— __ a  e 

no pivi 7 fs | ee 
7. a a ee EY A SE 
ee | —— 

























Eb 
Min. 


—— 
oe ee —— 2 SS WSR A Ce ee ED AS) RE) Sa SS TY Oe eee ES ey Dn eee ——— 
et OREN OT foe le ee 28S ee Se eT} 
7S OF Ae ee OE ET ee ere CED aca er 
SENTOY ER CS a aE on E 
















Melodic 









Harmonic 


St Ue 0: ee —— Eee Gem ee 0d —(“‘(‘ SE SSE 
Pad! OFF 970 ey ( Se — ee — ee ER GS Ss es, 

ey aes ee Re eee) es a ) ———— -———- —___ 
[eR i) 2) SRA eee CL ON PS A 9 ee ees SS SSS ee oe 





F 
Maj. 
Melodic 
F 
Min. 
oS eer Op ee 
F 


Min. 
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| Rudimentary Harmony 


(Chords and Inversions) 


It is essential that the following musical terms and their meaning be studied and under- 
stood, so that the student can analyze the various chords quickly. Naturally this will facilitate 
reading and playing generally. 


CHORD A chord is a combination of three or more tones of different pitch 
TRIADS played simultaneously. The simplest chords are the chords of three 

notes called “triads? built upon the tones of the major scale. Of these, 
TONIC the most important are the ones based upon the three most vital notes of 
DOMINANT the scale, namely, the TONIC, or key note, the DOMINANT, the fifth note 


SUB - DOMINANT above and the SUB-DOMINANT, the fifth note below. 


The vital notes. Their triads and chords. 





Tonic Dominant Sub- Dominant Tonic Dominant Sub- Dominant 
Triad Triad Triad 
FUNDAMENTAL A chord is named after its fundamental tone. This toneis oftenin the 
TONE, ROOT “root” position, that is, the lowest note of the chord; but often it appears 


within the chord in which case the chord is inverted as may be seen in the 
following examples. 


INVERSIONS 


Triads of the Tonic, Dominant and Sub-dominant of the key of C and its relative minor 
key (A minor) with their inversions. 


KEY OF C MAJOR 
TONIC DOMINANT SUB- DOMINANT 


I a V V4 STAN 
: I Position : I ll H ; : 
: or II Position III Position : ‘ es : 

Fundamental or I or II ; Fundamental Inversion Inversion; pyndamental Inversion Inversion : 
Position : H 


Inversion Inve 









RH. 









Cy 
a3 E Fi 
a 8 Fundamental 
a -2"Pone  *, 
(s) © M ae 
3S. o- 3a 3a M 
Qo om 
= 
Fundamental i 4 20 4 2 
Tone is C = 
KEY OF A MINOR 
(Relative Minor Key of C) 
TONIC DOMINANT SUB- DOMINANT 
kpeES. Sa. mantis Se es eee.) era ee es 
: Fundamental I Tes I | Sean. I II ' 


Position Inversion Inversion ; Fundamental Inversion Inversion: Fundamental Inversion Inversion 





R.H. 


Each hand 
alone 


L.H. 





2 
The Dominant chord of the minor 
mode mostly appears as major. 
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DOMINANT SEVENTH AND ITS INVERSIONS 


Next in importance to the foregoing triads is the DOMINANT SEVENTH chord. 
It consists of a major triad and the minor seventh and has a natural tendency to 
resolve into the TONIC chord or its minor relative. As it is a four-note chord it 
has three inversions. 


Dominant seventh chord of the Key of C, (G seventh). 





Fundamental st 2nd 8rd 

Fundamental ist 2nd 8rd Position Inversion Inversion Inversion 

f Position Inversion Inversion Inversion 7 7 Ue 7 
Right ; Left 
Hand xX Hand 

4 a 
Fundamental» Fundamental4% S 
Tone Tone 


The dominant seventh of the minor key is the same as in the major key. 


THE DIMINISHED AND DIMINISHED SEVENTH CHORDS 


The Diminished Chord as used on the accordion is best explained as a Diminished 


seventh chord minus the diminished fifth; thus, ———— Inverted — 


As a triad the diminished chord may be used as a part of a dominant seventh chord or a min- 
or sixth chord, but is generally employed as a diminished seventh chord by adding the diminished 
fifth either above or below i.e. either inthe R. H. or in the bass row. A complete diminished sev- 
enth chord (four notes) may also be played in the chord rows by pressing two diminished chord 
buttons simultaneously, four buttons apart. 


(A) (B) (C) 


added note added note Two diminished chords As usually employed 
R.H. Sounds L.H. Bass Sounds simultaneously played 








Se a 
J ee a ee 
7 eee ae 7 


od 
eee 
Boe Set 
ES ae | ee 





— ee ee a 


AUGMENTED TRIAD * 


This is a major triad with the fifth raised a half tone. 
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II Pos. Ill Pos. 


I Pos. 





It can be pro- 


This chord is not included in the chord row of the standard instruments. 
duced with three bass notes played simultaneously, preferably with register off; 


(together) 


(Ab) 


(Single) 





DOMINANT SEVENTH WITH AUGMENTED FIFTH 





As it appears 


BOTH HANDS 
SAME WITH DIMINISHED FIFTH 


I Pos. II Pos. IIIPos.IVPos. 

Fund.I Inv. II Inv. III Inv. 
I Pos. II Pos. III Pos.IV Pos. 
Fund. I Inv, II Inv. III In 


As it appears 


Vv. 





=== eT 


Unless the dominant chords on your instrument consist of three notes (eliminating 


the fifth) the above two chords must be played with single basses. (See chord chart.) 


Important! 





LH. 


LH. 


With 


LH. 


LH. 


——— “<< @©“. eS 





' 
n ' 
y H 
=] : 
° qs ! 
=] c2 } 
pS no H 
oxs3 oes 
eh Bea 
ae 
~nmns 
—Weo: 
FO ue 
nee OE ee 
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5 6 
n 
5 
Co 
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3 
eno 
a6 4 (3) 
Eas a 
Aowmiea o 
q 
2 8 
z 2 
5 3 
% 5 
3 § 
688 a 
sro ) 
2 oH 
° 
Ms} 
u 
° 
a 
° 
3 2 
ql n 
a F 
n i: 2 
oe g i 
ba} eo 
258 e ” 
os wn io} 
: é 5 
~ . — 
Eee = = 
= ae 5 Ke) 
he 5 : 
<< =] 
g 
ao 
oo) S to 3 
7 
4 ofad < 
A, aoond 
» — o 
> ~ 95 ae a 
Sona i=) 
2 oS 
SL EEo * 
cond 
ica) ~Qoe 





MAJOR AND MINOR SIXTH CHORDS a7 
(Major or Minor Triad with Sixth added) 
I Pos. II Pos. III Pos. IVPas: 
(Major) Fund. I Inv. II Inv. III Inv. (Minor) 






Key of C 

Pos. is a minor 
As constructed As constructed The exact 
in the L.H. 


in the chord 
row. 


notes may 
Single together an vary accord- 
Minor)m d ¥md ing to the in- 
( 1 & Bo) versions of 


(Chord & Bass) 





sounds 
single together : min. men 


ALL OTHER CHORDS 


When a chord consists of four or more notes it takes on a homogeneous character, con- 


taining several chords within itself.. They are either of a major or minor type and appear 
mostly in the fundamental position. 





When the chords cannot be called either major, minor, augmented or diminished they are termed 
“aitered”” Thus an altered chord is one that has a tone altered or“suspended”__ these tones are often called 


“passing notes.” 


To simplify the terminology (naming the chords) it has been found best to use the symbols 
as they are now generally used by orchestra arrangers. 


Altered Chords , Compare these with 
5 : the dominant seventh 
: chords and its variants. 
Also sixth chords in the 
fourth position. 






“>= z a 7 Chords 








Altered Ch. Altered Ch. Altered Ch. Altered Ch. Altered Ch. Altered Ch. 





maj.9 min. 9 maj. 9 maj. 9 min. 9 maj. 9 maj.9 min. 9 
Chord Chord -3 -5 -5 =x i maj. 7 dim.7 
-3 -3 +5 +5 -5 
Ninth 
Chords 
Although major and minor 9th chords (Play the fundamental note Gin Left Hand 
they belong to the Dominant family. and other notes with Right Hand.) 


When chords become involved like the last three above, the fundamental tone changes 
because of the preponderance of notes belonging to other scales or keys. 


Chords 





If the student becomes familiar with the above chords even without being able to name 


them all, it is sufficient proof of possessing a good “ear” and the so-called modern har- 
mony will present no difficulties. 
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STUDY IN VELOCITY 


This Study may also be played with Octaves inthe Right Hand. 








Transpose the above Study in all Keys like the following example: 





MODERN AND STANDARD CLASSICS ARRANGED BY CHARLES MAGNANTE 
RI agen pe ae PE Rese ee saves citemvias resis lst geile ee Ferde Grofé 
ANCHORS AWEIGH Miles-Zimmermann 

Harry Sosnik 

Hampton-Buckner 

Ethel Poncé 

EIT): PASTIME: 2S csnccccca ss. uc oo J. Dorsey-Van Eps-Camarata 
WN A MIST Bix Beiderbecke 
MANHATTAN SERENADE Louis Alter 
ON THE TRAIL Ferde Grofé 
ROYAL BLUE Peter De Rose 
SERENADE FOR A WEALTHY WIDOW Reginald Foresythe 
STOMPIN’' AT THE SAVOY Goodman-Webb-Sampson 
SWINGYANA.... Charles Magnante 


fen Ehee Bete mee 
Su ptetasetgecr ers 


Rares 


Tperee 


r- 
~ 
3; 
$y 
rit 
a 


sepiitetices 
Sis secesanes 


BABUSCHKA Alexander Siloti 
CARNIVAL OF VENICE Traditional 
DARK EYES Traditional 
INVITATION TO THE DANCE...: C. M. von Weber 
RUSSIAN DANCE Peter Tschaikowsky 
TWO GUITARS Traditional 


ZIGEUNERWEISEN Pablo De Sarasate 
PRICE 50c each 


MODERN AMERICAN MUSIC ARRANGED BY GALLA-RINI 


DEEP PURPLE Peter De Rose 
DODGING A DIVORCEE Reginald Foresythe 
LAZY RHAPSODY Howard Jackson 
PARK AVENUE FANTASY Malneck-Signorelli 


STREET SCENE Alfred Newman 
PRICE 60c each 


POPULAR STANDARDS AND CLASSICS ARRANGED BY HUGO FREY 


ANCHORS AWEIGH Miles-Zimmermann 
AURORA Lago-Roberti 
BLUE MOON ; Hart-Rodgers 
DANCE OF THE HOURS é A. Ponchielli 
ELMER'S TUNE Albrecht-Gallop-Jurgens 
FERRY-BOAT SERENADE Adamson-Di Lazzaro 
IF | COULD ONLY PLAY A CONCERTINA Stillman-Burke 
STARLIT HOUR, THE ; Parish-De Rose 


WOODPECKER SONG, THE Adamson-Di Lazzaro 
PRICE 40c each 


POPULAR CLASSICS ARRANGED BY GALLA-RINI 


AMERICAN PATROL F. W. Meacham 
TSCHAIKOWSKY'S PIANO CONCERTO NO. 1 Pefer Tschaikowsky 
PRICE 40c each : 


t series of outstanding: salos ranging from ‘Modern American Music to the best classics 


igo 


—_ 
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IN 
THMS FOR ACCORDION 


Robbins is proud to offer the first swing accordion book ever published. 
Authoritatively edited by the famous Tito, whom Paul Whiteman chose 
as the foremost swing accordionist, the book contains numerous exer- 
cises designed to develop a fluent, rhythmic style for students. Its 
remarkable explanation of new techniques and methods will produce 


greater artistry. 


A VITAL PART IN EVERY 
MODERN ACCORDION COURSE 


Tuo great bodies by diss great artists! = : of 


(TYRT TR DINTC NHATT* | TCOra 

WALLA - All UI Ne) DAILY EXERC Loo 

FOR ACCORDION 

i \/1l} PLN AWS NAINAL/ZINVYLN 

DAIL Y EXERCIsEs” 
ror 


ACCORDION 






Galla-Rini has set forth in this book his own amazing daily exercises 





that have made his style and technique a paramount standard in the 
accordion world. Passages have been simplified for intricate studies 
in quick chord formations, bellows uses, chromatic scales, arpeggios 
and rapid co-ordination of fingers and hands. 
) ara 
2 rice /2 2.. cents 


ENTHUSIASTICALLY ENDORSED 
BY TEACHERS AND STUDENTS 





WRITE FOR COMPLETE CATALOG OF ACCORDION MUSIC 








